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Antonín Dvořák Cypresses. Love songs 
(1841–1904)   (1865, arranged for String Quartet 1887)
  9. My dearest one...
  1. I know that in my love there is yet hope.
  3. When your sweet glances on me fall.
  8. On the shore of the brook...  
 
 
Samuel Barber “Dover Beach” for Medium Voice and 
(1910–1981)   String Quartet. Op. 3, 1931
    Poem by Matthew Arnold
  
James Demler, baritone
Samuel Barber String Quartet, (Op. 11, 1936)
  Molto allegro e appassionato
  Molto adagio
  Molto allegro
 Intermission
 
Bedřich Smetana String Quartet No. 1 , (From My Life)
(1824–1884)   Allegro vivo appassionato
   Allegro moderato à la Polka
   Largo sostenuto
   Vivace
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MUIR STRING QUARTET
Peter Zazofsky, violin
Lucia Lin, violin
Steven Ansell, viola 
Michael Reynolds, cello
In its 36th season in 2013-2014, The Muir String Quartet has long been 
acknowledged as one of the world’s most powerful and insightful ensembles, 
distinguishing itself among audiences and critics with its “exhilarating 
involvement” (Boston Globe),”impeccable voicing and intonation” (San 
Francisco Examiner) and “unbridled musicality” (American Record Guide). 
Winner of the 1981 Naumburg Chamber Music Award and 1980 Evian 
International String Quartet Competition, the Muir String Quartet first 
appeared on the scene in 1980, and was greeted with rave reviews and an 
extensive feature in the New Yorker. The quartet was also featured on the 
internationally acclaimed PBS broadcast, In Performance at the White House 
for President and Mrs. Reagan. Formed in 1979 following graduation from 
the Curtis Institute of Music, the Muir String Quartet’s principal chamber 
music teachers were Felix Galimir and members of the Guarneri and Budapest 
Quartets.
Some of the awards Muir has garnered include a Grammy (Beethoven 
Quartets Op. 132 and Grosse Fuge/EcoClassics), a Grammy nomination 
(Mozart and Brahms Clarinet Quintets/EcoClassics with Mitchell Lurie), 
two Grand Prix du Disques, and the Gramophone Award. In its commitment 
to advancing contemporary American music, the Muir Quartet has had 
commissioned works written for them by such distinguished composers as 
Joan Tower (Night Fields), Sheila Silver (From Darkness Emerging), Richard 
Danielpour (Shadow Dances and Psalms of Sorrow - featured on CBS Sunday 
Morning), Richard Wilson (Third String Quartet), and Charles Fussell (Being 
Music - based on poetry of Walt Whitmen). The quartet also gave the World 
Premiere performance of the Native American collaborative work, Circle of 
Faith, featured on National Public Radio. Other premiered works include those 
by esteemed American composers Richard Danielpour (Feast of Fools - for 
bassoon and string quartet), Lucas Foss (String Quartet #4), Ezra Laderman 
(String Quartets #9 and #10), Joelle Wallach (String Quartet #3), and Ronald 
Perera’s first Quartet. Recent commissions include a new piano quartet by Joan 
Tower and a clarinet quintet by Chris Brubeck. During the past two seasons, 
the Quartet performed the complete Bartok Quartets in various settings, the 
Beethoven Cycle at Rhode Island College in celebration of 20 years of concerts 
there, and other performances throughout North America and China. During 
To quote music critic Donal Henahan (1921-2012): “He [Barber] did not dabble 
in chance or electronics. He wrote nothing that required consulting the I Ching.” 
Samuel Barber was admired by other musicians and the popular nature of 
his music pleased both audience and performer. Understandably, he was 
often judged in avant-garde circles for being too conservative. Barber is not 
considered an innovator or a revolutionary, but his music always exhibits a 
distinctive, personal label enhanced by his unique craftsmanship. He was a 
prolific composer who worked in all genres, and he always maintained his 
“integrity of craftsmanship, expressive intensity and stylistic development.”
 At the early age of 14 Barber entered the Curtis Institute of Music in 
Philadelphia where he studied piano, composition, conducting, and voice (he 
was an accomplished baritone and for a while seriously considered a vocal 
career). His inclination for vocal music, evidenced by the special lyrical qualities 
of his compositions, is due in part to the advice, encouragement and support 
of his aunt, the renowned contralto Louise Homer (1871-1947). Barber made 
impressive achievements as a singer at Curtis, later performing in Vienna 
and for NBC radio broadcasts. In 1931 he recorded his own musical setting 
of Matthew Arnold’s poem Dover Beach.The elements of Barber’s style, in 
particular his long, lyric lines and the uses of instrumental color and technique, 
emerged early and didn’t drastically change in later years. With Barber’s 
penchant for romantic fullness and lyricism combined with classical procedures, 
he is not recognized as an innovator, though his works have a distinctive 
personal stamp.
 The Quartet is set in two movements. Barber is rather conservative in 
his use of tonality, but flavored by the more modern angular melodies and 
dissonant harmonic functions. The Quartet century opens with a bold unison of 
the main theme, rhythmic and intense, first stated in octaves (interval of eight 
notes) and then contrasting chords. A legato melody follows and then these 
three ideas are developed and recapitulated. The exquisitely beautiful 
Adagio is constructed around one long, sinuous theme that moves slowly 
and deliberately. The beginning is calm and tranquil and then Barber carries 
the theme to an intense, exciting climax. This movement is often performed 
separately and is well-known as an independent work for string orchestra, the 
Adagio for Strings. Barber arranged this movement for larger forces at the 
request of the famous conductor Arturo Toscanini, who premiered it in 1938. 
This version was popularized in the movie The Elephant Man. The Quartet was 
premiered by the Pro Arte String Quartet in Rome, December 1936.
 An open-hearted yet a tough romantic, Samuel Barber was one of the few 
20th American composers to fight for the dominance of lyricism. In his last 
decades, he seemed to be losing the battle, but by the end of the 20th century 
Barber had posthumously become one of America’s most widely performed 
composers.
2013-2014, the Quartet began a multi-year retrospective of many of the Haydn 
Quartets, along with works from the New Viennese school and Schubert. 
The Muir’s recording of the Kreisler, Berg Op. 3 and Schulhoff 5 Pieces was 
recently released on the KidsClassics label; proceeds benefit Classics for Kids 
Foundation’s grant programs serving young string players around America and 
beyond. The Muir will record the Debussy and Ravel Quartets this season on 
KidsClassics as well.
The Muir Quartet has been in residence at Boston University’s College of 
Fine Arts since 1983, and gives annual summer workshops at the Boston 
University Tanglewood Institute (BUTI). The Muir Quartet has also given 
master classes at schools worldwide, including the Eastman School of Music, 
the Curtis Institute, Oberlin Conservatory, the Shepherd School of Music at 
Rice University, and all of the major conservatories in China. Since 1989, the 
quartet has presented the Emerging Quartets and Composers Program in Utah 
with eminent composer Joan Tower. That program is part of the Muir’s role as 
resident chamber ensemble with the Deer Valley Festival, in partnership with 
the Utah Symphony/Opera.
www.muirstringquartet.org
 Smetana had a penchant to write programmatic music—music that 
depicted a scene, told a story or had some other extra-musical association. 
When expressing his most private feelings, he turned to chamber music. 
Although programmatic chamber music is very rare, From My Life can serve as 
Smetana’s autobiography; it can of course stand on its own as absolute music 
without other connections. However, familiarity with the program the composer 
had in mind can certainly enhance the listening experience. In a letter to his 
close friend Josef Srb-Debrnov, Smetana provides a detailed explanation of the 
contents of the music: “As regards my Quartet, I gladly leave others to judge its 
style, and I shall not be in the least angry if this style does not find favor or is 
considered contrary to what was hitherto regarded as ‘quartet style.’ I did not 
set out to write a quartet according to recipe or custom in the usual forms...my 
intention was to paint a tone picture of my life...The first movement depicts my 
youthful yearnings toward art. The second movement, a quasi-polka, brings to 
my mind the joyful days of youth when I composed dance tunes and was known 
everywhere as a passionate lover of dancing. The third movement reminds me 
of the happiness of my first love, the girl who later became my first wife. The 
fourth movement describes the discovery that I could treat national elements in 
music until it was checked by the catastrophe of the onset of my deafness, the 
outlook into the sad future, the tiny rays of hope of recovery, but remembering 
all the promise of my early career, a feeling of painful regret.” Smetana 
organized the Quartet in traditional form, equally and clearly representing 
his joy and his anguish with life through musical sounds. Smetana began his 
E Minor Quartet in October 1876, finishing it on December 19. There was a 
private performance in Prague in 1878, with the young Dvořák playing viola. The 
official premiere, also in Prague, was on March 28, 1879, three years after its 
composition.
— Notes copyright © 2015 by Lynne S. Mazza
String Quartet in B Minor, Op. 11
 The music of Samuel Barber has been described as neo-Romantic, 
combining traditional 19th century music materials with varied contemporary 
characteristics. In his discipline and use of traditional forms coupled with his 
sense of proportion, Barber could also be considered a Classicist. Barber’s 
primary triumph as a composer, one successful in both vocal and instrumental 
forms, was the subjective expression of personal emotions. His use of 
dissonance or atonality and complex rhythms, generally reserved for moments 
of demanding tension, occur within the framework of a conventional style based 
on traditional forms, late-19th tonality and his distinctive lyricism. Barber had 
the ability to integrate modern techniques with his personal romantic aesthetic. 
James Demler, baritone
 Baritone James Demler is known for his versatile range of repertory, 
spanning the operatic, oratorio, concert, and popular music genres. After his 
performance in La Boheme, the Houston Post wrote “James Demler showed 
the most pleasing sound of anyone in the cast as Schaunard. His tone had a 
gleaming quality, and he displayed an appealing stage manner”, and for his 
performance as the Count in Le Nozze di Figaro with Arizona Opera, the Tucson 
Citizen wrote “Demler was great as the lecherous, conniving Count, singing 
well throughout and making us love to hate him”.
 Recent engagements include the role of Dikoi in Janacek’s Katya Kabanova 
withwith Boston Lyric Opera, and an Italian debut with the Tuscia Opera 
Festival as Don Alfonso in Mozart’s Cosi Fan Tutte.
 In addition, he made his film debut as Noah in Wes Anderson’s Moonrise 
Kingdom, which opened the 2012 Cannes Film Festival, and was also a guest 
Public Address Announcer for the Boston Red Sox at Fenway Park in June 2012. 
 Mr. Demler first gained. attention at Houston Grand Opera, where he 
appeared as Guglielmo in Cosi Fan Tutte and Peter in Hansel and Gretel, and as 
soloist with the Houston Symphony, where he sang the role of Maestro in a 
concert version of Salieri’s rarely performed opera Prima la musica, poi le parole. 
James Demler made his Carnegie Hall debut with the Opera Orchestra of 
New York as Dikson in Boieldieu’s La Dame Blanche, and has returned to that 
venue as a soloist in Puccini’s Messa di Gloria, Faure’s Requiem, and Mozart’s 
Coronation Mass. 
 He made his Canadian operatic debut as Sharpless in Madama Butterfly 
with Edmonton Opera. With Anchorage Opera he sang Valentin in Gounod’s 
Faust, Marcello in Puccini’s La Boheme, and the world premiere of orchestrated 
songs by the Pulitzer Prize winning composer John Luther Adams entitled 
Magic Songs to the Sky. With Chautauqua Opera he appeared as Pish-Tush in 
The Mikado, while with Palm Beach Opera he sang Danilo in The Merry Widow, 
and with Chattanooga Opera as Silvio in I Pagliacci. He also made debuts with 
Long Beach Opera as Aeneas in Dido and Aeneas and Bartley in Riders to the 
Sea.
 James Demler has long championed the music of the American composer 
Daron Hagen. He sang in the world premiere of Hagen’s Shining Brow with 
Madison Opera, and later participated in a concert version of the opera with 
the Buffalo Philharmonic with conductor JoAnn Falletta . He also sang the 
role of Jake in Mr. Hagen’s Bandanna, which was subsequently recorded with 
Albany Records, and premiered the role of John McCormack in the same 
composers Antient Concert at Symphony Space in New York City.
Begin, and cease, and then again begin,
With tremulous cadence slow, and bring
The eternal note of sadness in.
Sophocles long ago
Heard it on the Aegean, and it brought
Into his mind the turbid ebb and flow
Of human misery; we
Find also in the sound a thought,
Hearing it by this distant northern sea.
The sea of faith
Was once, too, at the full, and round earth’s shore
Lay like the folds of a bright girdle furled.
But now I only hear/Its melancholy, long, withdrawing roar,
Retreating to the breath
Of the night-wind, down the vast edges drear/And naked shingles of the world.
Ah, love, let us be true
To one another! for the world, which seems
To lie before us like a land of dreams,
So various, so beautiful, so new,
Hath really neither joy, nor love, nor light,
Nor certitude, nor peace, nor help for pain;
And we are here as on a darkling plain
Swept with confused alarms of struggle and flight,
Where ignorant armies clash by night.
String Quartet No. 1 in E Minor, From My Life
 “Not so many years ago Slavic music was not known to the men of other races...
Chopin alone caused the music of Poland to be known and prized by all lovers of 
music. Smetana did the same for us Bohemians.” [Antonín Dvořák, 1895]
 As a public figure, Smetana devoted his life to the creation of a Czech 
national idiom in music. As the leading composer of Bohemia, he was very 
involved with composing, conducting, teaching and performing. At age 50, 
at the height of his creative powers, Smetana suddenly became aware of his 
growing deafness and in the autumn of 1874 he totally lost his hearing. He was 
compelled to resign all his public positions and he chose to live a retired life in a 
small village north of Bohemia. When he moved to this village in (1876), 
he began writing his first String Quartet, entitled From My Life. In 1883 Smetana 
suffered a complete mental breakdown. He died in an insane asylum shortly 
after his 60th birthday.
several times before its “official” premiere by Rose Bampton at a concert in 
New York on March 5, 1933. Arnold published Dover Beach in 1867, during 
the Victorian era, but the poem holds true to this day; its message lies on the 
edge of despair, utter sadness and human commitment. It is interesting that 
Arnold wrote most of the poem while he was on his honeymoon in 1851: Dover 
Beach reflects the passions and fears of a young, newly married man with an 
uncertain future. Barber’s setting opens in D Minor reflecting the ambiguities 
of Arnold’s poem. The poem is also noteworthy for its rhythms; consequently, 
Barber switches regularly between 3/4 and 4/4. The opening texture is 
comprised of two solo violins, one of which presents a steady, undulating 
rhythm while the other invokes the pensive main theme. The music becomes 
immediately restrained. The activated violin texture returns, with the incessant 
overlapping of short motives. The cello articulates the main theme for the 
last three lines of text bringing us back to the melancholy opening. The twin 
climaxes that lead to the work’s conclusion are notable: the first comes on the 
line “Ah, love, let us be true to one another,” marked con agitazione and 
the second, birthday, darker climax marked con intensità, reflecting a world 
without love or peace. Barber then brings back the music of the very beginning, 
which fades, into darkness. Historical fact: In 1931 the English composer Ralph 
Vaughan Williams was lecturing at Bryn Mawr College and Barber went to see 
him and sang his setting of the poem. Barber later recalled that moment: “He 
seemed delighted. He congratulated me and said, ‘I tried several times to set 
Dover Beach, but you really got it!’”
 Composed in a few weeks during the autumn of 1931, Dover Beach was 
premiered on March 5, 1933, with American mezzo-soprano Rose Bampton 
(1907-2007) and the New York Arts Quartet. Later Barber recorded it with the 
Curtis String Quartet (1935).
DOVER BEACH
[Text: Matthew Arnold]
The sea is calm tonight,
The tide is full, the moon lies fair
Upon the straits; on the French coast the light
Gleams and is gone; the cliffs of England stand,
Glimm’ring and vast, out in the tranquil bay.
Come to the window, sweet is the night-air!
Only, from the long line of spray/Where the sea meets the moon-blanch’d 
land,
Listen! you hear the grating roar
Of pebbles which the waves draw back, and fling,
At their return, up the high strand,
 Concert engagements have included a 2009 solo debut with the Boston 
Pops in George Kleinsinger’s Boston Baseball Cantata; he was then immediately 
re-engaged there as Narrator and soloist in the 2010 world premiere of 
British composer Philip Lane’s The Christmas Story. With Boston University’s 
Symphony Orchestra and Chorus Mr. Demler has sung Raphael in Haydn’s 
Creation, the baritone solos in Hindemith’s When Lilacs last in the Dooryard 
Bloom’d, and the title role of Elijah in Mendelssohn’s Elijah. For Ned Rorem’s 
65th Birthday Celebration he was asked to sing the composer’s Santa Fe 
Songs with the Houston Chamber Symphony, and in 2007 made a debut in 
Ozawa Hall at Tanglewood, singing as baritone soloist in Earl Kim’s Scenes 
from a Movie, Part 26. In recent seasons he has also been the Bass soloist in 
Handel’s Messiah with the National Arts Centre Orchestra of Canada, and has 
made debuts with the Hartford Symphony and the New Mexico Symphony 
Orchestra. 
 James Demler has appeared in solo recital at the Kimmel Center in 
Philadelphia, at Princeton University, Pepperdine University, and at Boston 
University’s Tsai Center. He holds voice degrees from The University of New 
Mexico, the University of Arizona, and the Eastman School of Music. He 
completed his training as a member of the Houston Grand Opera Studio, and 
has been a full-time member of the voice faculty of Boston University since 
2005.
 
Cypresses for String Quartet
 “There is a vitality and freshness of the Czech folk idiom which permeates all of 
Dvořák’s finest music.”
 Coming from Slavic peasant stock, Antonín Dvořák was born in the 
Bohemian area of what is now the Czech Republic. Antonín’s father wanted his 
son, the eldest of nine children, to follow his trade as a butcher and innkeeper, 
but music was the course chosen. Dvořák openly acknowledged the strong 
influence of his late-Romantic contemporaries, as well as the enormous debt 
to earlier masters, Mozart and Schubert in particular. “It is a fact that most 
contemporaries influence each other, whether they want to or not. This is one 
of nature’s eternal laws to which we are all subject.” [Edvard Grieg] The most 
potent and long-lasting connection was with his friend and mentor Johannes 
Brahms (1833-1897). The close association between Brahms and his music 
publishers was a major asset to Dvořák’s successful career. “The sympathy of 
an artist as important and famous as Brahms should not only be pleasant but 
also useful to you, and I think you should write to him and perhaps send him 
some of your music...After all, it would be advantageous for your things to 
become known beyond your narrow Czech fatherland, which in any case 
does not do much for you.” [Hanslick, influential music critic] The renowned 
violinist Joseph Joachim also admired Dvořák’s music. He felt that Dvořák 
had a special gift for melody and encouraged him to compose.
 Bedrich Smetana (1824-1884) greatly influenced Dvořák’s compositional 
style. Smetana’s patriotism was infectious and awakened Dvořák’s interest in 
the folk idiom. As a rule, Dvořák did not quote folk tunes in his compositions, 
but chose rather to incorporate traditional rhythmic patterns and melodic 
phrasing of Slavonic folk music. While he was discovering musical nationalism, 
Czechoslovakia was struggling for its independence from the rule of the 
Hapsburgs. The official language was German and the official culture was 
Austrian. Dvořák had a deep affection for his native land; however, he was not 
a revolutionary. Nothing was more important than his art.
 Throughout his creative life, Dvořák exhibited a special interest in chamber 
music. Between 1861 and 1895 his contribution to the literature included 
fourteen string quartets, two piano quintets, four piano trios, two piano 
quartets, a viola quintet, string sextet, string trio and other miscellaneous 
chamber works. His interest in contemporary musical developments, coupled 
with his admiration for earlier composers, in particular Haydn, Mozart, 
Beethoven, Schubert, his good friend Brahms, and Wagner, helped to mold 
Dvorak’s musical style. His practical experience as a viola player developed an 
invaluable appreciation for the importance of the individual voices in chamber 
music. From about 1875 Dvořák devoted himself exclusively to composition. 
His friendship with Johannes Brahms helped considerably in nurturing a 
favorable reputation.
 Cypresses (B.11, 1865) was originally a set of 18 love songs (text: Moravian 
poet Gustav Pfleger-Moravsky) that Dvořák composed in a few weeks when 
he was 24 and infatuated with unrequited love for a 16-year-old pupil (he 
eventually married her younger sister). Dvořák chose never to publish the very 
personal songs in their original form, but material from several of the songs 
were often quoted in other works. In 1887, he took 12 of the songs and revised 
them for string quartet, titled Echo of Songs. They were not published until 
after his death, and the title Cypresses was chosen at the time of publication 
(1921). In most of the movements the first violin takes the part originally 
written for voice and there is a masterful string transcription of the piano 
accompaniments. The melodic themes of the songs remain unchanged and 
the harmonic and rhythmic structure remain intact. These pieces reflect 
Dvořák’s strong feelings for tradition coupled with changing musical styles and 
harmonic language.
Dover Beach for Baritone and String Quartet
 “Notice to Mother and nobody else: Dear Mother: I have written this to tell you 
my worrying secret. Now don’t cry when you read this because it is neither yours nor 
my fault. I suppose I will have to tell it now without any nonsense. To begin with, I 
was not meant to be an athlete. I was meant to be a composer, and will be I’m sure. 
I’ll ask you one more thing — Don’t ask me to try to forget this unpleasant thing and 
go and play football. Please — Sometimes I’ve been worrying about this so much 
that it makes me mad (not very). 
Love, SAM BARBER II.” [Samuel Barber, nine years old]
 One of Barber’s earliest musical memories was a performance at the 
Metropolitan Opera, at age six, of Verdi’s Aida with legendary tenor Enrico 
Caruso as Radames and Louise Homer, Barber’s aunt, as Amneris. A host 
of childhood experiences like these seemed almost to predispose Barber to 
compose for the voice. By the time he graduated from the Curtis Institute of 
Music in Philadelphia, Barber had developed into a fine baritone and was 
in some demand as a recitalist.
 Samuel Barber was the nephew of the great American contralto Louise 
Homer (1871-1947) and he himself studied singing at the Curtis Institute of 
Music. The predominantly lyrical quality of much of his music is brilliantly 
displayed in his setting of Matthew Arnold’s grave and romantic poem, Dover 
Beach. Early in 1931, shortly before his 20thBarber began a setting for medium 
voice and string quartet of Arnold’s Dover Beach, a poem that would remain 
important to the composer across his entire life. In 1978, just three years 
before his death, Barber called it “one of the few Victorian poems which 
continue to hold its stature; it is a great poem, in fact.” Barber revised the score 
